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SAMSKRITA RANGA 


ANNUAL REPORT 
1958—1959 


We have great pleasure in presenting this report of the 
activities of the Samskrita Ranga for the year ending with 15th 
November 1959. This is the First Annual Report to be presented 
by the Association which was founded on 16th November 1958. 


Sanskrit Dramatic activity which had been maintained 
previously in Madras by the Suguna Vilasa Sabha, the Sanskrit 
Associations of the different city colleges and the Madras Sanskrit 
Academy had come to a standstill owing to various reasons. In 
recent years, thanks to the opportunities given by the All-India 
Radio, Dr. V. Raghavan had gathered together a troupe of 
friends and younger colleagues ey students interested in Sanskrit 
Drama and had begun presenting select scenes from the classics 
as also abridged versions of Sanskrit plays. To givea fillip to 
Sanskrit Drama and to revive its presentation on the stage he 
undertook, as member of the Kalidas Festival Committee of the 
Madhya Pradesh Government, to produce at the Kalidas Festiva] 
at Ujjain, in November 1958, the Malavikagnimitra of Kalidasa, 
The participants in the Malavikagnimitra for the Ujjain Festival 
met together on 16th November at the premises of the Madras 
Music Academy and resolved to form themselves into a permanent 
organisation called the Samskrita Ranga,Madras, and develop the 
same with the help of other members and sympathisers into an 
active centre for Sanskrit Drama in all its aspects. The partici- 
pants in the play became the Founder Members. It was also re- 
solved on the occasion that whatever benefits accrued out of the 
production at Ujjain be credited to and vested in the above Asso- 
ciation, Samskrita Ranga, ‘The following office-bearers were also 
unanimously elected at the same meeting and it was resolved 
to co-opt five other members to the Committee as Vice-Pre- 
sidents and Committee Members: 


President: " 


Dr. V. Raghavan, M.A., PH.D, 


Vice-Presidents : | 
Prof. A, Shanmukha Mudaliar, M. A., Sri G. K, Seshagiri, B.A., 
Kumari Sita Chari, M. A. 
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Trustees : 
Sri T. S. Rangarajan, B.A., B.L., Sri M. M. Gurunath, M.A. 


Secretaries : 


Sri T. K: Venkateswaran, M.A., Sri C. S. Sundaram, B. A. 
(Hons.), Kumari S.S. Janaki, M.A. M. Litt. 


Treasurer : 


Sri K. V. Sarma, M.A., B. SC. 


Committee Members: 


Sri P. Tiruvjnanasambandham, M.A.,L.T. Mrs. Kamalam 
Unni, M.A.,L.T. Miss. Ammini Amma, M.A. Sri V.S. Venkataragha- 
vachariar, M.A. Sri U. Venkatakrishna Rao, M.A. Sri R. Rama- 
krishna Iyer, M.A. Dr. V. Varadachari, M.A., Ph.p. Sri C, R. 
Swaminathan M.A., M.Litt. Kalasagaram Sri Rajagopal. SriH. 
Vaidyanathan. Sangitabhushanam Sri S. Ramanathan. Kumari 
V. Ranganayaki. Pandit S. Rajagopala Sarma. 


In addition to the above members two student representatives, 
Kumari V.C. Shantha from S.I.E.T. Women’s College and 
Sri K. R. Srinivasan from the Government Arts College, Madras, 
were later co-opted. 


The Ranga has been affiliated tothe Madras Natya Sangh 
(Theatre Centre, India, affiliated to the UNESCO), 


The main achievement of the Samskrita Ranga during the 
year under Report is its successful production of Kalidasa’s 
Malavikagnimitra which was got up for the All-India Kalidasa 
Festival at Ujjain and was staged there on the 26th November, 
1958, before a huge audience numbering about 10,000. The 
roduction was acclaimed as the best of the shows presented at the 
estival and the members were requested to present it again at the 
capital of Madhya Pradesh, Bhopal, before the Governor, H.E. 
Sri Pataskar. On their return to Madras, the participants in the 
Ujjain production of the Malavikagnimitra were given a public 
reception by the Madras Natya Sangh, at the Y. M.I.A., 
Mylapore. Justice A. S. P. Iyer presided. Dr. V. Raghavan, the 
leader of the troupe, gave a talk on the work they did on the 
technical and artistic side for producing the Malavikagnimitra. 
Prof. M. K. Shanmukham, President of the College Dramatic 
Activities Co-ordinating Council, congratulated Dr. Raghavan 
and his colleagues on their initiative and successful production. 
There were also appreciative speeches made on the occasion by 
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Sri K. Chandrasekharan and Mr. Hussain. Subsequently thanks 
to the good impression created by the performances at Ujjain 
and Bhopal, the Ranga was invited to present the play again in 
the Music and Dance festival of the 32nd Conference of the 
Madras Music Academy where it was witnessed by a distinguished 
audience apis he about 2,000. The Ranga produced Malavi- 
kagnimiira for the fourth time under the auspices of the College 
Dramatic Activities Co-ordinating Council of the Madras Natya 
Sangh who co-operated with the Ranga in the Ujjain production 
also. The College Dramatic Activities Co-ordinating Council of 
the Madras Natya Sangh presented three plays in English, Tamil 
and Sanskrit and from the financial as well as artistic point of 
view the Sanskrit play was the most successful. The Ranga is 
grateful to Dr. C, P. Ramaswami Aiyar for presiding over that 
production and the words of encouragement he spoke on ‘that 
occasion, 


When the Wayne State University Theatre visited the city 
and staged some English dramas under the auspices of the Madras 
Natya Sangh in the second week of April 1958, the members who 
later formed themselves into the Samskrita Ranga presented on the 
stage on the 12th April, Act V of Kalidasa’s Sakuntala. The 
function took place in the Vani Mahal, T. Nagar. 


Through the courtesy of the All-India Radio, Madras, some 
of the members connected with the Samskrita Ranga and other 
friends interested in Sanskrit drama had an opportunity to listen 
to the tape-recordings of the production of Sakuntala during 
the recent festival in Holland. 


On 18th February, 1959, a meeting of the Ranga was held 
with the President in the Chair at the Vivekananda College, 
Mylapore. After transacting business in connection with opening 
of an account for the Ranga in the Indo-Commercial Bank, 
Mylapore, and the election as Student Members of the Committee, 
Smt. V. C. Shanta of the S.I.E.T. Women's College and 
Sri K. R. Srinivasan of the Government Arts College, 
Smt, V. C. Shanta. gave a display of mono-acting of a scene from 
Bhasa’s Pratima Nataka. This was followed by the reading of 
a paper on ‘Producing of Sanskrit Plays’’ by the President. The 
paper was published in the Spring, 1959 issue of Natya, the organ 
of the Bharatiya Natya Sangh, Delhi. Among the visitors present 
was Mrs. Roshan Alkazi who is actively connected with theatre 
activities in Bombay. After some discussion on the paper, 
Sri T. K. Venkateswaran, one of the Secretaries of the 
Ranga, proposed a vote of thanks, 
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On 27th April 1959, a meeting of the General Body of the 
Ranga was held to pass the Draft Rules and Regulations and 
Memorandum of Association of the Ranga. The same was passed 
after some modifications suggested by. some members. In 
pursuance of the decision of the Ranga, the Ranga was registered 
with the District Registrar of Assurances, Madras-Chingleput, 
Madras, on 2nd September 1959 (S. No. 72. of 1959)... _. 


Among the objects of the Ranga are: the production 
Sanskrit plays on the Stage and the Radio, the holding of meeti 
for Sanskrit play-reading and reading and discussion of papi 
on Sanskrit plays and their production, to undertake publicatic 
and other lines of work conducive to the development of Sansk 
dramatic activity in all its aspects. 


On the 2nd August 1959, the Ranga recorded on tape for the 
All-India Radio, their preduction of the Malavikagnimiira of 
Kalidasa. This was on the air on 3rd November 1959 in connection 
with the Kalidasa Day celebrated by the Radio: | 

On the 9th August 1959, through the courtesy of the All- 
India Radio, members of the Ranga listened to the tape-recordings 
of the Vikramorvasiya produced at the Ujjain Festival, 1958, by 
the troupe from Gwalior. 


On the 10th October the Ranga produced on the All-India 
Radio the last act of Kalidasa’s Sakuntala to mark the Kalidasa 
Day celebrated on Vijayadasami all over South India, 


On 13th October 1959, a meeting of the Executive Committee 
of the Ranga was held at the Kuppuswami Sastri Research 
Institute premises to discuss the further activities of the 
Ranga, the ibility of producing a new Sanskrit Drama towards 
the end of year and to make arrangements for the celebration 
of the Foundation Day before the end of November. 


On 21st October 1959 the Ranga held a reception to the 
Pracya Vani Mandir Sanskrit players from Calcutta, at the 
Y. M. I. A., . Mylapore. Sri T. L. Venkatarama Iyer, 
Chairman, Law Commission, presided. Dr. V. Raghavan 
extended a welcome to the visitors from Calcutta comprising 
Professors and students of Sanskrit who were on a visit to the 
South for producing Sanskrit plays on the lives of Chaitanya, 
Ramakrishna, Saradamani Devi and Aurobindo. Dr. 
V. Raghavan gave also an account of Sanskrit dramatic 
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activities in Madras. Sri T.L. Venkatarama Iyer spoke of the 
antiquity, continuity and artistic merit of the Sanskrit Stage and 
appealed to the gathering to support the efforts of the Samskrita 
Ranga. Dr. J.B. Chaudhury, leader of the party from Calcutta, 
replied on behalf of his colleagues and said that his experience in 
Bengal showed that Sanskrit Drama was having an increasing 
audience. The reception was attended by Sanskrit professors, 
Pandits and students of the city colleges. Sri K. Chandrasekharan 
spoke in appreciation of the play and thanked the visiting 
troupe. 


On Monday the 9th November a meeting of the Samskrita 
Ranga was held at the Vivekananda College with the President 
in the Chair. Sri V. S. Venkataraghavachariar, Professor of 
Sanskrit, Vivekananda College, read a paper on the ‘*Hasya- 
cudamani of Vatsaraja”’ of the 13th century. This was followed 
by atalk by Dr. V. Raghavan on ‘' Sanskrit Drama in Russia”’. 
The speaker referred to the editions of several Sanskrit dramas 
published in Russia from the middle of the 19th century onwards 
and the interest evinced in that country at the present time in pre- 
senting adaptations of Sanskrit plays in Russian. These Sanskrit 
plays ran to crowded houses for several weeks in different theatres 
in Russia. Some photographs of scenes of the Mricchakatika (White 
Lotus) produced in Moscow and seen by the speaker were shown 
round to the audience by him. He also referred to more 
recent undertakings in Moscow of productions based on the 
Sakuntala and Nala-Damayanti. With a vote of thanks by 
Sri C, S. Sundaram, one of the Secretaries of the Ranga, the 
meeting terminted. 


During the year under report Dr. V. Raghavan, the President, 
and Sri C, S, Sundaram, one of the Secretaries, co-operated with 
Sri C,C. Mehta of the Drama Department of the Baroda 
aati by compiling a Bibliography of Stageable Plays in 

anskrit. 


Members: During the year there were 56 members on the 
rolls of the Ranga. 


Finances: During the year an amount of Rs. 734/— was 
realised by way of subscriptions and donations. Of this Rs. 132/ 
represents the subscription from members, Rs. 100/- represents a 
spontaneous donation of a foreign admirer who witnessed the 
Ranga’s Malavikagnimitra and who desires to be anonymous, and 
Rs. 500/-, fees realised by the Ranga by performances of Sanskrit 
plays in the All-India Radio, Madras. 
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: An amount of Rs. 143.50 nPs. was paid towards 
arrears of out-of-pocket expenses and also as honorarium to some 
of the artists who helped in the productions of the Ranga during 
the period in Ujjain, Bhopal and Madras. An amount of Rs. 
114/- was spent for the reception to the Calcutta troupe and for 
their Sanskrit production on the life of Saradamani Devi. An 
expense of Rs. 50/- wasincurred for the Registration of the Ranga. 
Other details of expenses may be seen in the audited statement 
of the accounts. 


Sanskrit dramatic activity serves not only to revive and 
maintain an important part of our artistic heritage but also as 
an easy means of learning and popularising Sanskrit. The Sams- 
krita Ranga appeals to the lovers of the stage and of Sanskrit 
to extend to its activities their active sympathy. 
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quraefqarrgey: aged afeaar | 
alfguaaaiead “Afeag Era: II 
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wal ditaqausaarat attrarrgtt 
aiflyaanedzaaiat aarraatTgTA | 
AaraeHe leased (qqaaalearH a 
cat aHleaacteadt atfast aez ageafay i 


Tear: — 
tyme 2g: ae gafad afaq | 
aqaya qal aa Wal xa: quifaa: 
TAI Tass AA YaTAAY | 
raat atgagt vat ama feos Tat: 1 
qa FAA Bal: faegerar: | 
aufsrat Uses Faq: WIT TH 


Sfeaea: sama aaeaistgara = | 

“ sag Aq Wag: siaraeafeafesaany ti 
aqaaeaied qa: Peaciafattaay | 
BqaedsAa 4 wegwwaTAT AAT 11 
arya aeet Heal AF Heat a argh | 
arated wal fraera A_AA: 
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aq Raey Hepes | 
aedtea arate: area at zarfaha: 0 
aa Saar tar: alefSarsaea 
aad: TaR Mt Hera 1 
wal: IERq: AF TANTTAY SAT | 
TS FEI SAA Me Tas iesT: 


“ agar f& watat aaaaeaT | 

aenifed at ye seat eafeatweT F" 1 
@aeq: —ea | anagt dteaose VareeMe: Gea THT: | 
garg: asa Tessa wlan TafeazaAea 


qe ala. FT Was Segze atta efaai ala: ! aes) ger aaa 
fated saataqeaa fate area act fae-aea efe | 


aaeq: —-freaez faa safaonae qacuagaema | | aearaay 
Gavel 4 
(etufed gaa aeufta) 
aaeq: —34! asd agqanraanacaa sited: aadtafioe ca 
safe | 


gag: —Hifead, Peg serafafe rayavac | 


zaqaq: —vi asamaadiat aaa az Ua az: 1 FE ana: 


gaged 44 slegzaeseareenfear., de al 
atatfas facta aaa: | 


ee eee rk eee 
Ceara, Ava FI 


ag: —974 syne | 
(qaaaaq ; aaaafi:) 
earn: —alaay , aelled: dies: alt Bqeafa ! 


seMleqeaz: 11 
aga: —ef eftafdt sertg:, areas ag aes safqodterte | 


(qaaaavafe:) 
eaeg: —ard ! aaatfeadt aa atefeeate ea facmara: ash 
qsaged:, ag a Hufssalachea aaatacasfs sgh Pics 
Taser sacaaia Gat fat wa, AA A gaaat: eadgar: 
geal: Ata: aoansshageeea: tas, facacaifadara: aaa 
wea, ahaa Halea | 


aaa: — 23a! aed aged: toadt aa wae: | oT ay afar 
at oitsrat ar qa: | car aacet ar freee afar: 1 aaeg 
waqaiatad ANTEC: | 


(gaa aaaeaie: ) 


eater: —aa! amar aah maa Aaicat aera ca aq wat 
waa. feat seaate | 


eaqqq: —al: aera! feacraya cafes Mteqgat art | satshe 
afraat asat at fifa:, a vd agit sega aaaete 


aaeq: —aq wens Tamara 2 


geaeg: 234! qs ada) aaa aaa wea ¢ a caefe aaa 
at afrat, 4: sasedl aeqha anqacatafest, a4 faa a faa 
calafarreeae aa Alaa: | at atean, sdle, gar waka! «ASA 
aqata Ha £4 Tels: TAlATIAGT Blea: | 


farvoy: —@eteq | Baeq! Proefice waned ca anit aeifir 
aaift azqred aca sfaaaifs gfe & aaq acsfrsertar: a-asaqe- 
aa gatscafamihs warratgeeaa | aad! agaa | aicgfasfe aay fear 
qaat saat fert | 


earg: —aaaz ay avameatt: aafat aera a%, at a ea: fasy 
vanfayaira— 
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“ fecoqanf ehtelt gauss | 
a-ai orast weit saaAat a arae un” fe u 


taer: (ava) %ah! sedges Rarnata | ocacat afer, 
Vaasa cst Twa | 


Seer: —2ais | fate Bak: att af ¢ A ae a gore: 
aafa: ! meant: vazafe adtg agattety cag feaft adlaq ata 
faafea frattaia seagrass | 


eaqg: —eae | a pag aa aPaagteraf aft ede: 
gai, weffarqatad, fomaqeafsan: seeders: ae aft: 


fereny: —aiaaez! Sar areot ati wea ge aay ca oot 
aeaReecTage Wrage | gat qava wela | 


Saree: —2fa aeft! ead 31 ce safe card ast ena. 
SSHGAA: | HyTAqaae Vacs aaa aga: | 


tata: —eafts 3 cate! am faoreag wai ea! adem 
aaa: | fet ga: qtat: serat aarr: | Fag Falaa stage: | At Baz | 
a 44 alaigal aaadl siitaa, ae: sad aictefaedt? afea: soeee | 
Td: AoA MH eeazta foweed caaaa eats ofS acer | aeraara 
Ty Haat ezaae: | 


Tero: — 


aI4: eeqaiaat faa safety | 
aasfafafraedt faa geratt adiz 1) 


feearn: qieea; gaaleatzata: | 
age: Hassall aqnets | 


TM: ai aHaedt MyM ANITA | 
afsau aaeng ooh sahara 1) 


senleqaac: 13 


set: —at aa taqa:! wafg: safiaent eeoife aa aafaa ofa 
ead adiga | first waedt fe earces saafaan: | 


tara: —2fa! % a aa wae: aaa freen | aes wae: sere- 
cates tareaafrarawaa fearon: | 


wert; —Taeg ward: ! afta sea atsit gm:, eg ad acaf- 
gaat afta aaa: asf ater | 


aa agt seq at Agha: 

aia afr a aaafsay | 
Parner ce a srafrs7: 

a Sat: fH oat saat: 11 


qq: aParda 7 yadleeA 

amt; ahaa a afaaicrg | 
ait a Tatseasaahread 

a fe fedtat auaxafaa: 1) 


afafauge fe aftaaxeq 
afaeaita + aaagg: | 
qalag Fa A AtsaaRe: 
GaN: Ha a wierd fe aq u 


zaga: —2fa! ae frata | afta waa sata: aitetavaedla- 
ffasseamaiecia: | Peg a: waaacaert: fate sera aed | Fa: 
qUIa G4 | Aaa gary qaaa faoli¢ eaaefaia qaaxta aa awa: 
sacle aleguita: | 
Terfirs: — 
va faagrisafaaht azar: 
at fastaraadsumaay | 


aa at aaquiafaa 
tal aged frcteraiftaarz | 
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qaiaesr arate eazacnafssy | 
equate aaraar @ saa | 


(ARSA:) 
wemiticaat tar BTA TseTaT Ul 


facg: —afa @a:, ae safes | a fe ofem: Heaeat qT 
afd | saa dat Hea: Haaser aeaeahedervsfs | awa Bt Bea 
qa, Ty TATA | 


(%aFe:) 


Qaeq: —saeahtd aca wea: aaaeeaq | wad: gata a 

fafanfaaa: ea | 
(ga: FOES: ) 

gag: (aid aatacqraaa) at fas Re! eet B—! ger 
facts ciaadiea: divfea:, acaareatt aazavenstaat: | gat ge! 
aaa aa wate? at gia: | aeit cea aa acai: sareaa ae 
afuat: 1 at mean! aaife ag Zarate seed, f aa geere 4 
adidiay ¢ e¢ aadteaquaseanifeed wat seq fe ar aera 
aa: afteaiea ef | 


qtcrtors: _ 
aaa Gaara ad aearaft aa: | 
aifegamagea & ae ea: Tea: 1 


vazaifed ae easel saa ef: | 
aaa aera: a gaia card 44: 1 


wert: (Grad) og a aera agers wince Bhegut aTH 
qa acai § agq:, aaaa aa aleeafataasaranfeean edorendiz- 
fuga cata | set alana! agedageg anal fait: aafeagr- 
GAAS | AA ahs we aRzqac shy | 


aenieqaat: 15 


Fyeoy: —(earay) aed, agra Rear: Paha va ETE ATTA | 
va A AU: ata! ar weal ai sraey eflalemaan aaraies sarfaats | 
wag, waa afsaai sat wat etek a firafyorfe 1 (sare) 2h! 
atraqgusada | degazah waft easfafacaadt esarafe, gaat fasta. 


HITT aaa | Za: TET, wY esl Get ca afeaala, sar Aaa SIqaaTg- 
qfrafate ara | 


Trerfors: sn 
sqraifaaanca aafaa fat fafa: | 
Hey Heaergays BATA, 
adis faa fafarg aerate: | 
PUTATATS FAGAN: I 


garg: —a:! fefeasaeaeaacaaaiaa, ated: carat 
teaad Pat edieraanaaa ae) ast acadfy: sera a afeeaia- 
wid faster qauiaa fafa qaaemMaqasg sear! wag, cargq- 
agff 1 wafe! wafa! + wa ea al eat dataarfa, anata ar 
aaa caalaife | 


atfett—ag | azaaaearara | 
Rctex: —afe aif any, oy Scere fmt aga 
atfedt -—afe @ aa saa, fe cafe aeeaeaaa | 


ayer: —Paagaczaad, auaay | Fegewed soeneafreqsa- 
aarata aa ga va fafa | aa tat afead | 


atfedt—es azaaamarg 2 acraee F | 
qTeforr: — 


af edimiaal at ateryeat athe: | 
HAS MAA At Asacat ay: i 
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qaeaed aq oadt @ og: Saas aA | 
saat vate Seq Slaatai a Sa 1 
yenfasa eeda aafraateqataa | 


2% ar aseq oad Ta aR a 8 aft | 
AAG TAA a@ AEST TAT TAT tI 
Wy et cale Aaa: aaaie: ga: fea 


Tae AIM HA FAA ASAAATA | 
erase faaa-wefeqany | 

( ataaTeaq) 
e@ fafe: w taal el Tal @ Stara | 
wale ofa ost aleaicarel: eraa i 


DRAMA, DANCE AND MUSIC IN THE 
WORKS OF BANA AND HARSA * 


By 
C. S. Sundaram, Sanskrit Dept., University of Madras. 


In the golden age of King Harsa of Sthanesvara literature 
and fine arts flourished in great enthusiasm. This is evident from 
the references scattered in the literary works of the period and is 
corroborated by the accounts of the Chinese traveller Hiuen Tsang 
who visited India during the times. Both the royalty and the 
public were connoisseurs of the fine arts. 


King Harsa himself was a playwright of no mean order and 
has written three stageworthy plays: Ratndvali, Naginanda and Pri- 
yadarsika, Their popularity among the public in times immediately 
following their production is seen from the reference in the 
Kuttanimata to the staging of Ratnavali.' Bana is also known to 
have written a play called Mukutataditaka, Two verses from this 
play are quoted in the Sragaraprakasa of Bhoja without men- 
tioning the author. * 


441 ygeaited ia: — 

eed: FA: (HT: | TAU: TAET : 
qt th tale FeMATS | 

qt Heonparaea ote a 
farts: @aeaterH: tI 

He frdler aga afe are aeq (2 aeq-) 
qa TeagHe THAR | 

%é fatafasqaaserart- 
FUAASIG saa Ferhat 


* Paper presented at the XXth All-India Oriental Conference, 
Bhubaneswar, Oct. 1959. 

1. Kuttanimata of Daimodaragupta, Bibliotheca Indica edn., 
p. 104. 
2. See Dr. V. Raghavan, Bhoja’s Srigéraprakasa, (Typed 
Copy), Vol. II, pp. 1280-1281. 
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The Commentators Candapala and Gunavijayagani on Nala. 
campa quote * a verse from the above-mentioned play mentioning 
Bana as the author : 


qe qgzafeates aT: — 
arian: stftaferrn ga der: seteafel ta 
Ror: SUACAA FF YA: MATA FT | 
fasion: aTHATATsANFTHS TAT 
Sal: eloraeicat: STASIS Beagles: 
A study of Bana’s works shows that he was quite at home in 


the theory of the dramatic art. In a reference to Bhisa in one of 
the introductory verses to his Harsacarita, Bana says : 


AINSI Tae Ae: | 
qqdiadat Sa wat taxes 11 
This passage, apart from speaking of the fame of Bhiasa as a 
dramatist, makes mention of the terms Sutradhara, bhimika, pataki 


etc. used in the field of dramaturgy. We know that two of the 
companions of Bana were adancer, Tandavika, anda young actor, 


Sikhandaka: Mata aostas: .. aefeqa frase: (Harsacarita, 7 
M.R. Kale, Bombay, 1944, (HC.) p. 42.) 


In Bana’s Kadambari, when Candrapida is entering the palace 
after finishing his education, he sees the damsels in the harem 


trying to imitate the lives of kings: H-a:ghtaisasegaactiaaftc- 
fasraaaiza (Kadambari, ed. M. R. Kale, Bombay, 1928, (K.) p. 


145). This shows that they were skilfull actors who mime the 
episodes from the lives of kings. 


In Mayira’s Siryasataka there is a detailed comparison of the 
sunrise with the opening of a play: 
gi: Mame watrarafrenadsereat- 
fafacrnqagerateggtrat gaara: | 
qaagtate: saefag aga sanfan- 
Hema TAA AezAAEIT Ss GAGA: 


“f See Nalacampii of Trivikrama (Kasi Sanskrit Series No. 98), 
p. ; 
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‘The Sun’s charioteer, like a Sitradhd@ra, on the mountain 
getygiors his beauty being revealed after the night-curtain has 
een removed, offers the Puspdfjali of stars, announcing the 
mahanatika of the sun’s course round the world.’’ This 
interesting verse refers to the type of play called Natika and to 
details about how a drama is A adel § 


In the Priyadarsika of Harsa we see a play within a play, 
antarnatika or Garbhanka, being presented for the amusement of 
the queen. This play is based on an episode from the life of 
Queen Vasavadatta and King Udayana. Here, there is a fine 
description of the Preksagrha, play-house : | 


arate teraraart fara Heat - 


CAPA ATTA SALE 
aafed qafafatararcact: 


wae acaraaaaaac i 


“Lovely with golden columns, adorned with hundreds of 
jewels, 

Festooned with great strings of pearls, 

Thronged with damsels that surpass the Nymphs, 

This play-house shines resplendent as the abode of Gods, 


9 6 


The King’s intimate knowledge of dramaturgy and the flourishing 
condition of the staging of plays at that time are revealed herein. 


In his Addambari, Bana describes King S'udraka as surro- 
unded by princes who were quite good at Kduvyas, Natakas and the 


rest of the branches of literature: eqaicHreqaaeqifyaed- 


eqreataifepaatfrga: (K. p. 14). The syllabus of Candrapida includ- 
ed the study of the several varieties of literature including Drama: 


azeg meray weay...... qi dlaraaaig (K. p. 126). 


Besides these, there are in the works of Bana and Harsa, 
many casual references to several technical terms used in the 
dramas; for instance : 


ee ~~ + . a ce ot ee ee 


5. The Sanskrit Poems of Mayira (Columbia Indo-Iranian 
Series, Vol. 9), p. 168, verse 50. 

6. Priyadarsika of Harsa, (Columbia University Indo-Iranian 
Series, No. 10), p. 46, 
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Prastavana: ygeaqtaat eqzatzaed (K. p. 174). 
Pataka and Anka : azafaa sazratergantitd (K. p. 146). 


Sailisa and Make-up: aaa <4 qa aefa afaqraraaaa Baa 
arareeqq (HC. p. 13). 


Bhimiki: erqhent qfasi pat......g0 va afar | 
Nepathyaracana: Jqeaqraat sat qafratte danza 1 


Many references to dancing are found in Bana’s Kadambari 
and Harsacarita. We are told that Candrapida learnt the 


Natyasastra of Bharata and other writers: yrafenitdy camay 
(K. p. 126), Rajyasri too became proficient day after day in 
all the fine-arts, dance, music et¢.: usqeiitfa amadfaiey faeraa 
adig aneg seq a sfafeaaqediaamaitaagr (HC. p. 140). 
Mahf&s’veta informs Candripida that she and Kaidambari learnt to- 
gether dance, music etc.: veq qaqa aaealanesea Hat: Ta. 
(K, p. 270). Thecustomary offering of flowers just before the 
beginning of a dance, Puspaiijali, is also referred to: qq xeaT- 


aot fata (K. pp. 233-234). 


In the description of the festivities after the birth of the 
princes, Harsa and Rajyavardhana, Bina paints in vivid colours 
the dancing of the courtesans and their singing a certain type of 


songs: facial enfadiaeiauaagaia MWad:......caaets-q: sta 
(HC. pp. 48). 


A reference to the Arabhati style of dance, to ‘Rasa, and the 
movement Recaka, is made by Bina when he describes the whirl- 
wind: traadavedttaatiacataaneraaaeeaadiaer: (HC. p. 48), 
age fralaaiteaitaetazi; (HC. p. 51)." 


References to musical instruments are made frequently in 
Bana’s works. Some of the instruments that Bina mentions are : 


_—- 


re 


7, 7a. Priyadarsika, p. 6. 
8. On Arabhatisee V, Raghavan, ‘The Vrttis’, 70 
360; VII, 37 ff. ° eh taeda 


ee ee eee 


ood — 
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Alingyaka, Venu, fhallari, Tantripataha; Aldbuvini, Kahala, 
Muraja and Dundubhi. These were used on different festive 
occasions like the birth of the princes, as accompaniments 
to the singing and dancing of ladies and for makin 
auspicious announcements. Many instruments were sound 


when king S'idraka was taking his bath:  &wHa-atqaqfe 
q enzafaa = aferaadtased-iienatlaay-Aodionsta Pacigqneraat 


aRepeainage yaaa eaaagiaaqaaoaafqad af: 


(K. pp. 32-33). This custom is corroborated by the Chinese 
traveller, Hiuen Tsang; he says: ‘When the king washed 
they strike the drums and sing hymns to the sounding of 
musical instruments.’ * 


Different types of songs lite morning songs, Prabhiita-mavigala- 
gita: sqqiaafea sulaagediqg: (K. p. 91), songs at confinement 
and delivery, sitikdmangalagita: aaeagigaiceagiasiaxamtaai- 
qatgt (K. p. 120) have also been referred to by Bana. Elderly ladies 
who were not widows sang songs which contained the names of 
the bride and the bridegroom, on the occasion of the marriage 


of Rajyasri and Grahavarman: galfy: gamfe: asa: gata 
aa: equatuassefragaeataseatin —-afagaefa 
agaifa wiaedifa: (HC. pp. 142-143). * 


Besides this we hear also of Antahpurasangitaka. This was a 
musical concert and dance taking place within the ladies’ apart- 
ments: HeMaeeag sarairgeaitad alorraag¢aaatetdaaed.ge- 
aitaté ezat| (K. p. 100). We come across other such instances 
when we hear of Candripida being followed by the maids of K&- 
dambari who were good at playing flute, lute etc.: fGateey dtonarfedt- 
fra tonahqufaa tasegaere.... eeatacgeaqaa:... werdaa fr 
ufaramiq (K. p. 296). All the above types of songs were of a 
high order and suited to refined taste. 


a — _— me 


9. Buddhist Records of the Western World by S. Beal, Vol. 
Fe Mates 
10, Cf. also Meghasandesa, aging farts *aQzasAl. | 


(Uttaramegha 25). 


22 SAMSKRITA RANGA ANNUAL 


Among the several instruments mentioned by Bana, vind 
occupied a prominent place. The poet gives an elaborate des- 
cription of Mahias'veta singing to the accompaniment of vind in 
front of Lord Siva at the temple near Acchodasaras. Attention 
may be drawn to the reference to the use of a plectrum for pluck- 


ing thestrings of the vind: TAATAR TAA wlazaatiaq saat 
qhuratn dtoraeneadta | (K. p. 212). 


The Nagédnanda gives a vivid description of the heroine Mala- 
yavati playing on the vina@ in front of goddess Gauri. The sloka 
here contains several technical terms on vind playing: 


sqhaeasaragal TaAaaay SeaTAAT 
Ara caaeraaiisatarg a: | 
TysIgE!: wT qaahaetsfe dafear: 
aalagas aaiaeay: aaa aat efean: un 
(Nagananda, TSS. edn., p. 56) 
Among the instruments played when Sudraka was taking his 
bath, jhallari is mentioned (K. p. 32). This is referred to by 
Bharata and classified under avanaddha vadya,‘' the percussion 


instruments. The author of Sangita Ratnakara gives us the des- 
cription of this instrument :"* 


qe: eaRdafaTeal Sh J MSs | 
aoeaedieta afta aafaaer ui 
aGAtzs aad we a fase | 
aa agazal aatt ofeatfear i 
qaetaaal Ai A areal efaarfera | 


The Tamil Lexicon gives the meaning as SW%) We. It is also 
mentioned in the Tevdram: evcofu@urip appa (89. 2). 


Hiuen Tsang says in his travelogue that he listened to a 
type of ‘barbarian music of the North’ to the accompaniment of 
many instruments. While the music of various instruments rose 
loud and although the airs were popular strains of foreigners, yet 


ese at 


11. Natya Sastra, p. 430, sl. 13. 
12. Sangitd Ratnikara, vol. III, pp. 481-482. 
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they pleased the senses and exhilarted the mental faculties.” '’. 
We hear also of the ‘ music of the conquests of Chin (Tsin) Wang 
of the Mahacina.’ Hiuen Tsang says that this was composed by 
his soldiers in commemoration of Chin-Wang’s military achieve- 
ments by suppressing the rebellions and was got up as a musical 
performance with song and dance, '' 


From the several references given above about drama, dance 
and music, itis possible to have a pictare of the high place these arts 
had during the reign of King Harsa, The great patronage afforded 
to the fine arts increased the enthusiasm for cultivating and practis- 
ing them, Theappreciation of these arts by the royalty is fully 
revealed by the study of the works of both Bina and Harsa. How 
the royalty of the times took to the fine arts as a diversion at the 
end of their daily regal activities and with what amount of 
restraint they enjoyed the arts is fully brought out by the following 


statement of Bana: gftaaeaneast glean fara, a g 
sqafaaa! (K. pp. 100-101). 


— — ———— — ——— oe ee 
——-+- ——— es -—* ——— — — ——_+——~ -- 


13. On Yuan-chwang’s travels in India by Thomas Watters, 
Vol. I, p. 74. 
14. Ibid. pp. 348-350. 


aifecriaeey araaatararitt 


q. q. BaTRT, a RU uy. fee. 


fafeaaa cafeaaaa fazat agrdianda seag stataqcaegueaey 
zqaeqial afaawt altar faifead, “ aeag acs aq” eft agea- 
afr: | aaife svefatay affateq; afecia ca facet aafe cia 
qaqarad, ad: seeladle a sagegs: aety a Hae qegrayfayce- 
aoa, sagualmana eae, aweaerefed- 
qagaraaaaeas, af a Ueesadeg affati aaeeigt qeaezat 
yegeant fatragy a1 caw a aff: a Sas eoftewicadtai 
Ways, SECM ASECM asi aLET SATII Saat, aeqiaaaee 
age ates weraai, aft g Racdloarat agoafesi, cfaea- 
aati faaeai, age fraaei, safari aagat a atayfaa- 
Mana aAaaed Hlaadaazag Adios ager waa av 
Blaa Seats: agate: aati Tart geaeite a oftatqafa 1 aa: 
sifeqer Bratt eaag caffra qargeareaaaacotya: 32a: Pasil- 
Su: | airspace Taft aa caren afeargorcatafta agerafesr, 
Teta: tgasahaaatssia, agate fgfargks, aaa 
aaaias welsh, aegtaen ante, saeftag agawdia 
faal Fase, aqaideat aaqa, frrenfeedt fqaet, araeaifird 
afea, gagefrauawryal araadi a | 


wa: afase sa afecdiaaceahteion eciatfe aradlta af 
qaeaaiaiaadd Gadd: aelea: sag eaafafe | aeaa: wmiefeae- 
fratrsgataritaas afeastad ace ca Aza: ffaar:, ag suaaazat 
mrafasaeae aeateies a g zB) arftem: oitaiter amfite caareita 
uae aiid ef ffesr 1 aft a qraniza meatier ear 
qurdial dreta Pafsat | saat aaeaeeaggas Fzs agadi- 
fratraa oftca faeataza: faxqeal, Alas: sttattaal: faqforet, =fe a 


Senet 
ee 
——— 


* A paper read on the “ Kalidasa Day” celebrated by the 
Sanskrit Academy, Madras, on 10th Oct, 1959. 
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garda fara afar seawater afar: dara 
qiyet WA TAR TH TT: aeragemaes aetay aad) qq. 
aeerrrnaTe TaaaaTe afaaty MAI | cereale fenfeacerara: 
qarateang afta: WET: aera eae araeaaraearat- 
dat argadl aethare afta | 


afeadianentatest: aat; aftanfteq: ag: squatter: arses | 
aaedtgaralt UISS a-Is FRAT ater: Aa aRawi aes aa} afeaa: ; 
qaafea: sdleaer cena Farge: | gafafeers ata Sag tala yazaa- 
qifwat:, Aa: Bat Bard Bethe afsar:, sacer arfraat feraes: | 
RTI Walesa aMNAsqeasaqeqgaaa a qreqdaeaqat 
aiat agact seetaa ; aaa aa geqenfaen: eptaaat 7a 
dueagoaiert: daa faafifaat arefast eg aceeeqitsfafia 
di; aafefengeat: waite safanadeaat anaraeedt, fara 
qatar gaan anges afeas: eft;  fratareratedaza 
Ua Getaal aE Maa: aracseqeat ahs Serarong a shaar Tears- 
dam: ganad sofas sae sarnaafa ; fieacaqaat: damita 
AIS IeA: Meqafara Tae:, Acaeat wa: eaagema a cenie 
gen fag: epetaara | fg aety Paar aaty sRaftag are- 
ffaias fofaageares, faadatla Pasatrghirs, afraaangeas 
qaqaiaaaaqaa: Waly ase | 


qeataiaa afafars ca va trefeadag, sacfir rafts afrafed- 
aft wa afar as agerafear aeqcar) Sarghtafena aigraaat 
wiat 4 fatatdacafaeadiaa wa agatafear) agaffraar a 
aPITaMs CARA Tessa a apaqearet faeraafa | ences 
3 faaaa: dae wefaaia ageafeaat ae wwelmeaeaa wal 
afiiqa:, a: TatsqataTadl saat Hear atafe “ aqeeat aaa aatl a 
figeqaafeet ”’ sft 1 ae: age eared a faadtaaareraa 
waa aT at anya Gaarer— 

fava saaadiarnatfieatia afte: FOF | 


zeal ga aiftoq: Aare; aesatsaa uefa 
4 
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ee a adafra: aaatsie cen: safederameq veliad 9 
aegsrnt | eaifiaacratat ageafest aftsa srarqaraaedy 
afafiaa gs: safes: ae R— fafhaetaa ce afar aa 
nee aaa Peace? aeaft aaa faa git aalfe araqfae. 
qarsht geeadaaadt satiate Taree AfHfaS Wet: ager. 
afee, aglaidat aat aaaadl feaafaad gadl serra Pranftar 2 ef 
eqaarai Fares a aera a, “ aca: agerafest aeqeg” si 
PesaAT Ge Sega TaaTaaey Aes a afeqaia i aq 
a qedla tara Usls Saag area HeesTat “ a alas gaia 
adiaaaetad aa” sf Ten: aa wqTa | 

qeeneaiedt a saraaseai fatqaacneat afafaan fafa 
afufadtaistet | adlasg avtaeitee aeafaae fama saeaa 
aqaquitaaal alefea ae Hae al eaTaagy sHaRaaraaeTad 
sagan a waraf |, “aguitsauta saeeq eff 
quaaaa samfige” efi aaaa een: ataezad, aifteq: dari 
metas: seaeraat “at sada afeadiia aarcaacaa 
fe a qasaa: aadafacea: 2” gfe smerd, Geen: salawsfrerray 
samara Vita Wa “Es UT I TTSTUM: Tala: Geaea 
qaqa” sa aafaaad Wegwaandaeemmed a cafe | 


weaned Tai We M4 aed ages ae: Sa agiaa- 

sede Tataaagita | aeietafeaatatd at arzaeia aie aa 
TT AA fae -ALAA-SI aA e-a laa aaa ae AT | 

“ saatatagela ead aafe ata | 

afes sea a9 frazral a ar esa a” 
fa wiaeaagat ata frawral ait Aa agaafea i ate 
faadfad sazaaquitaca afsaiacnegimmnaqiesa at ace 
TH: Usage FARAH aaah: PENT: areA- 
Tait | wt ag 4 del adiaatate qefasegedt us afifra:— 


AMAT YI TAMA ARATT 
qrata waiftal e4 feet ona son: afta zeaedtar: 
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gaat Prafirnsh agate faffararatsi seqearre | atfrarafer 
a goadt oigarft “agaist! fea qatar dqaf & 
fee” afer 

qefattareaataatpas saetetrafaca frgfirs fle 
Pact arg ary ena a azat asia agerafeanfaaee ct qed Peg aaTt 
cai fagftre, aviceqarcgfeaea a sivas?” gfe arraarqatta 
diataza: hanaakaafrenaa afrernta | aat gcaaatentt 
win Tes a afesta | geet scage fyghrafadiar ead 
qastifad a waft, feeg aatanersaat ageafeatrafrarcon- 
agri aefeet, tar at eal ‘raaraag afl, qargt fafaeacatceaat: fadt- 
feafreen sf 1 waar: a-adaraecsasaal: aeahtaeat ag- 
jaan: vat; eaafieat: feac afe:, amasavafaa ofaqe alqai aa 
maar & wt freee: | cazvelfeet came sangaaia Priafartace 
dara fgeraart suai, “afr, wr ate aqaee faqiiaa za 
adiae: aaitaa aadta va fags” eft ae) «aaaeat aera zara: 
faat amaey: suadtafamacdt aefaaeagat ar ard ar At 
aaa zosas wafrea tosis) aa Peaaatias aad 
aMsageal afiadzat fagtia frawaata geafa 1 “eaezatieataf- 
wat gusen ga feaan: usted aaah fares gh engraea, 
aq: a awaa aadia:” efa fafaeadt fighter aan ffaraqaaa- 
qa aed | aa “seas aera aheta qefametes- 
aacifaart fratsa ardaguresaate aeqaeqa”’ sit ata Hreqey 
gciaea aaron fergftret carafaferatard sate 


ATAMITITTET TAMIA! saz: Haat aura fraser asnfecia- 
ofracral aqat aie: gatasdiarad: Sane ereaaqeaaedl azata- 
aed Tarai fe | Tai aT TAM: Aeptcaafaatinacd saasz “< Pyearkaa- 
frat cael: AGU: TANS SRTeasaag Vaso gewar sear: eft 
spanicaat sary fracaedl, atafe gece: saracceadla friar 
gua “< gagerarad”, “ usfgor’? ef areata qaivan)  erareat 
MAA IAAI «=8CTaataSaraTa «=©=—SOaataar «— Repaear 
“feat qedtstqe” ef sagt araarat ar caf sagt; srqgat satay 
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Cag anf” ef aeasftadaqa aad Paraea: Seraifta, 
eqtat: agead, suelawiea a ateafe | ele a aa cd aa 
auniat teaeasitadt afrarterast frawedt aftacedt “af 3 
aiftaqa: satftga ; sto Rreaarfa, aft arene gata waaay? eft aaa | 
sqaha a, ae tramage sated verdad daar: saz 
TI: Tetqi:— 
aeisfamadla aaaaeeaeeaaial FeT- 
atta vege Aqeat aea aalafeatsyz | 
fe fra! 
awaeafadt sata at feamaaa goes! wafe i: eraser 
Safa Aatzend a faa: sacl Rat: sfraarysa gece: aay- 
afrefietrad zaadt Rater sadiaahf areq a seczacdt Pestear 
adiaqweata daa—"“ zal, UF aataecafiqaamaganqaaarataa- 
sara fasfa | sf. aadenqnatan gagufasae a faa 
saviaafifacrrd seal aeageefom wala | sina ae sae STAT feat 
faveafol secafaa safeet aguegitaaqfsal am Praca fai a | 


Reais faster agennadaed, safe acteaact a. 
WEIS ga: aga: fatter) sseqdgar seaqa aie: 
Raaen ngatfaaed aon “saat sft fe freefr | an 
eagquiqas usted qfeat gewa: fe aftreadtiy afecde sé ua: 
seq: ffgancafaaic: eaareaaeaa Ste , fafeafaaatqaraaai 
staat Pat a carafe a aeqazarn at aaalaarfeat araraerart egt- 
atta | sara aafa aifadcena aeqaraearageat are aratat saci 
aqpe: agaiaa aaedifa sao at ate siftal alegadiad afi 
a maa | wiharqeaaaeaaa at ofeaara afgen acqama: 
sa: fram ae don: faorge: afaie safssia) “afta aag- 
fate era | waqegacasaatacifaa aacag data waa’ 
culeaa: saaifavas gand we sot aeafe i aa fedlasz 
“oq ag afafeas acad’ efa gee sae: a aaifaa gea- 
adifela te: feonnsaa sedizaq | ana a sailed faaaaale- 
Hilal al eaaihaoy wate qaal | sae; yeaa ag afa fase qearsfy 
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difscariaia radar aqua gagaaeaieg sfe- 
qa FI epenaaaia | | seargigdarga: aad a wa caffe 
ara sagt frawata ateafs | waa ae: ae ayaa asd a 
faa wera “ars &¢ flaadt fe geet, «aq say Faces 
qalfagea fa aan da arafager aguenfie a attra’ saciatte 
TATAG AQtaRTaAy THafseyg wlaftaa sfioaes qerafifra dead 
usmeé oRafaaa aorfitat, aecaqgeat acsazad a adaedt 
“ fradat diet aga Sea aqme a cafe dz” cf agaataa efae- 
qlaivgqta; eH wa) Barslas seal afaPraga eafa: safer 
aftadae qahagmtta at aa diferent: sara frec 
Nea dueafe 1 saag ca safierenasaRasifhitcadear sqen 
“afa faaea, aaa aazay fa saat aaa, “<2 ag oat at, aa- 
Fai qtafaafa’ fa eraeat eeszesadiftad wae amaadataeala | sea 
aaa aque, saga mala, ageafeact sfaade, agra 
aiqsagafeeqa aaa dea faadaghaateyndga frasar 
ayaa creat werd aed: Tess wafstaaate 


UAHA AMTMeTaya weseangnsy aay! aq aa- 
qaifat afaarditleenfat ae afaaa aaa) fH aga, dares 
aia: sararcornnansteat gat adifryd egaaat eafaag eaters 
aqeaaiat Adet falaafea oeafera afrret 1 eat ag afeate 
aera: WEE: Sa: “AMEaageder faenaestys afeakra- 
aaagedl fa | araraa sreqagfasrt arate are faa.’ ef qfaaate- 
aa: waey Seq; TA: AIA: Fs AeA) “HABA: AarqT BEAT, 
sofware fe actacdaa weedeat Mad aticpeaedtearaetarat- 
fufeaa ; aioed a ‘Safe ama walt: safaaeat apie 


HaGIaA THAT HlaoAT a Hal seyeTAle esltagiearfaa: | “set AqT- 
arat aay”, “stel anaMercans aadiai dere” eft ag a aafe t saer- 
ay AMIAAIWAN: MACS; ASeq: a AFHTHATASaM Ags al: Talat fee: 
qaqa: gard | aata qadlat: | waa aavadl aaeder efa aaa | 
qaafa aat daa faeaaat a aaaeag:, “aad ga aft sea a 
geared Tyra | araaagfaraty seqarers HmMaeq-ziIeIe- 
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qunfetacrag saaacat Prasat + sqagaea sftartor a erqzar. 
aaeat aga: adlaved aaccfatmegwia saa:, “Af aaearat 
ag aa agama garde | fea aeaifterafaay sagan 
wae areal aa genie,” “agaqMtss wa: | Pasay & 
ara fafrarat ea: Bis 
aaa aeagaaaacasa afierai wcaaasieecaat: aeat: 
qedeg fia qaraaats afeacagzs Heras Facafeas, 
“Raqaqaaash fe gd aaaed wale» ef aat saa) “get waa aa- 
q-agea ae Aq a aeafe aatraafeeg» eff avaata a arat faraei- 
aafad aqua gaz:aaanfid a eqeaameqa | aaeaarfacta 
aqad aeaia Waral aaa aaat sg A aA | FETT: WEATSMTAATTAT 
cq Reauaetars 3 datsafe) afsarearsafeatase carat seared eqe- 
aa agerdlar aaa aracd agit saga, aaaifeaggataa werdet 
qaqa fasaat Tawar fare a aeakaazatsh saftara 
darfrem gaiaa: ani siadt Reiaarame + ach acaiefday, gata 
aa cy gaeahasg | trace as safest vet” ef fected Paazar 
GEA Maa TIQTaTS TAGaTSHY zara, “aa at fraadt aeqaa- 
stadia a wae aa fae sf! agecesh athaaeqar sderaaaai 
Rar waqata aqaazat ale aaa cet aiaftraaens fariee- 
fad, waseseitedt aaa aataca machi, acre cater 
aqnead, safacrenaese faatafad a, ata dataafe 1 fag qatar 
aqaezal aateni gaye fidtagita sagas seal: wWeage 
foal at ae stadia dia aque =o a mimaat Azza 
quae dai aa: wea | “eel AgEeae, axa aaeqga fay, araca- 
ganda «saad faa Hawes: sfaafa efa agar: fear 
“aq: ag faaacifa a cla ag saw ageaer) aagagq aqaaa 
geqaaat aeedar aaa aacla,“aia ea 0a f faecal ae faafacaa | 
aifi a saa wafaaa aafefaqa feiaea sealers garde 
aati | “ Baa aca ageaat feta, “ afaqaae feaaa”’ <fa 
awa: te: qea foenieraasa afaaccis | “ aaa aaadt at 
aeadaient”, « qaqa ad eft! aq aadtenaa featledemt ageaen” 
waa; Galas: Harare fatiite ga: AAG Sag EPAAG | 
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amereiton anata taal wage afar aafemaacedt 
afifaad aa ana aa agraaind fas sereq waft) <amedt- 
affraatea waeagafaa fataaet asascagnfadt aeeaemiasa 
fracezarle cat ag aafyarshea aheronarst sears otra qtettamafr iad 
aft | feegy sgezal ataazia fuze weet zara qanfamimnies a 
aeqaf aa: aa wile: adlstetgeclaafeasnata azqati aaia- 
Haq: WeIsg*reqleaed qa caw wandase ei: ae aa- 
qa Aaa yl aAAgatarat afar | sear sanyo arya 
oft caafriasnedt ae aqat wedtiaaegahdta eaafaagina 
Waa H AS GATT: | 


Vspaqs wis ct sel eaRefrarafadl qaadl Maas ax- 
waaay: farsa fagfre ga area | azat feta ca ca, aq al aageaat 
gita Satqaaadl aa ae a a 2248; Fa: TEM asl sereafrcracoat 
facnen fraaeagarat: cad faretanat, cea: aTARAT | AasrTgeTeat- 
daa at tasiat afmaret a asedl ageqer fRelafa gest are | 
Cada Usieed sada Aaa atteygar A waHraewr”’: 
Saar @ dead artacqaiia”, “afer a fara: sfrata aa 
aftad, fg aeat aiget aa afi gafeaa. Ararat 
gediaaifa | “ acrdfaat acai aaeaeat: sfaala ’, “a eee 
yaaa”, “aaay adie cea sal fafeqaisda ena” UAB: a 
fafeata adt aEHATsIF | 


qaleqanesres agaggaag aga Mach aatfadiaarae- 
qagefad a adel steal aagadl Pateq age arquaarfe 
ayaeafaaaaaiad sacl ar epdlatta waa adetaafiaag 
afeey aafaaetd a, “ arqeRieaeeaist saadaaaated = frhre- 
diez: gaaa| “uafaaeqat ag aaadiy, “ aedizatie aaftadtrarra- 
aif, “woia: ay vate: fafa fadarfea: ” gfe area: agetfad 
araqedg ftada aafaaaciaeadiaa azar secafe ca alana 
amal asta aaadl Aaclfsrdafeasataa: werden: ofa 
adl waedl aifaataaan: afseaafaarar va freaaiia af 0 


PRODUCTION OF KALIDASA’S PLAYS IN ANCIENT INDIA* 
By 
Dr. V. Raghavan 


In the great classical ages the Sanskrit drama was written 
to be produced on the stage. This is clear not only from the 
Prologues to the plays and the several indications in the body of 
the plays themselves, but also from the considerable technical 
literature on stage and production which exists and from the 
descriptions and allusions to the staging of plays in general 
literature. Kalidasa’s plays contain many evidences of the 
dramatist’s love for the stage and his proficiency in the technique 
of the Sanskrit stage. A playwright’s knowledge of the stage 
was no doubt a great asset so far as the stageability of what he 
wrote was concerned; but there was very much more to be done 
before the written play was presented on the stage. The burden 
of this production rested with the Stage Manager or leader of a 
troupe of players, called the Siatradhara. The Natya Sastra gives 
a long list of qualities which go to make up his all-round 
equipment and his familiarity with the literary material, the song, 
the make-up and the abhinaya. In fact, as his name signifies, on 
him rested the whole thread and continuity of the performance. 


Apart from the Sutradhara and the actors proper, the most 
prominent among those on the stage were the musicians. There 
were vocalists and diverse instrumentalists supporting the 
production with their art which formed an integral part of the 
Sanskrit drama. Kalidasa was himself, as his poems and plays 
show, quite conversant with the intricacies of music. Apart from 
the verses that he himself wrote in the body of his plays for being 
sung as part of the theme, e¢.g. the Hamsapadika’s song in the 
opening of Act V of the Sakuntala, the composition of S'armistha 
to be sung and danced by Malavika or the lyric on the summer 
season in the Prologue to the Sakuntala, there was a good deal 
of music all through the performance. This music was added 
by the masicians and composers of the performing troupe. The 
musical pieces were called Dhruvds and were added to the 
text by the stage-composers. Taking the cue from the 
poet’s text, the stage-musicians composed these songs at specific 
*Recently the A.ILR. observed the ‘Kalidasa Day’ and as part of the 
All-India features, the Delhi Station broadcast on Nov. Ist, 1959, a symposium 
by Indian and foreign scholars and experts on the subject of producing 
Kalidasa’s plays, Portions of this script were included in that symposium, 
This is published here with their permission, 
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contexts of the Acts and in between them, the entry of actors, 
their exit, changes of situation, reinforcement of a sentiment and 
the covering up of a gap, These were composed in Prakrt language 
which by its softness: and profusion of vowels lent itself for 
singing and the drawing out of the melody and they were sung 
by supporting musicians in the background. On the literary 
side, these songs adopted the language of symbolism and without 
naming actually the characters or the situation, suggested 
them through appropriate imagery. An idea of these 
musical fittings can be had from Kalidasa’s Vikramorvasiya, of 
which a recension has come down to us with Act IV, the most 
lyrical part of the play, almost in a stage-edition with the Prakrt 
songs added tothe text. In addition to these symbolic songs, 
the verses of the poet occurring in the drama proper were also to 
be sung by the character concerned. 


Pure instrumental music, supplied by the flute, string and 
drum, was effectively employed in ancient Sanskrit drama to 
heighten the effect, to emphasise particular moods and movements 
and to keep up the tempo and background. Quite a large 
number of instruments were employed and the musical ensemble 
was called Kutapa. 


An important feature of the ancient Indian production was 
that it did not employ on the stage sets and scenery as seen on 
the modern, realistic stage. The ancient production was idealistic 
and based on symbolism and convention. Part of the function of 
the settings was done by the Dhruvd-songs mentioned above which 
suggested the person, place and situation, and part, by the poet’s 
own lyrical and descriptive verses and observations in the course 
of the text. Different parts of the stage were conventionally 
taken as representing different kinds of natural background, 
mountain, garden, river and soon. When one reads Kalidasa’s 
plays one finds the stage-direction partkramya coming up again 
and again; this refers to the actors coming round to different 
positions on the stage to show the shift of their scenes. 


Though there were no scenic fittings, Kalidisa’s charac- 
ters were well provided with appropriate dress and make-up. In 
this respect, the production was realistic. 


More than the music and the absence of sets, the most 
noteworthy aspect of the production was in respect of the actual 
acting. The action was not casual or done in an ad hoc manner, 
but was based on a minutely analysed language of gesture and 
movement called Abhinaya. Those who have read Kalidasa’s 
Sikuntala or Vikramorvasiya carefully would have noted certain 
strange-looking stage-directions and if they had looked into 


5 
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the explanations of the commentator Raghava Bhatta, they 
would have gained a precious key to understand the real 
nature of acting in ancient production. As King Dusyanta’s 
chariot is supposed to speed, the text says against the 
charioteer rathavegam ‘“‘nirupya” as the King is to shoot 
an arrow at the deer, the text says Sarasandhinam “natayati 
as he is to get down from the chariot, the text says 
“‘natyena’’ avatarati. From all this we should understand that there 
was on Kilidasa’s stage neither chariot nor horse; there were 
appropriate poses of legs and hands and actions of these, angika 
and other abhinayas, for riding, getting up and getting down, as 
also for shooting etc. which portrayed these actions more effetively 
than the natural accessories. The beautiful verses of Kalidasa 
strewn like flowers all over his plays, verses like anaghratam 
puspam and sarasijam anuviddham,—were, as indeed befitted them, 
sung and interpreted by close gesticulation, in the same style as 
a song or verse in Bharata Natyc. That this was how it was 
done is not only understood by the whole Natya Sastra, but 
is confirmed also by the stage-tradition preserved in Kerala in the 
Kidiyattam and the gregh anecdote of an actor Ps a 
for the opening verse of Act I of the Sakuntala and also by the 
preservation in Kallinatha’s commentary on the Savigita Rainikara 
of the detailed word-for-word abhinaya of the Nandi-verse of 
the Vikramorvasiya, 


In this kind of treatment Kalidasa’s plays would have been 
really made into dance-dramas; also, the intensity of the 
musical and gesture interpretation would have greatly increased 
the duration of the Acts; in fact, Kerala stage-tradition 
would justify our assumption that the production of a 
play was spread over some nights. In further support of this 
may be mentioned the existence of separate names for each of 
the Acts and the need of an Act to be acompact unit according 
to the requirements of the definition of Bharata. 


A simpler and comparatively more realistic production was 
also prevalent and was probably resorted to in the case of social 
themes and farces. But for the heroic and lyric plays, such as 
Kalidasa’s works and indeed the bulk of Sanskrit dramatic 
literature were, the idealistic production with music, dance and 
gesticulation was preferred; indeed it is such a production that 
Bharata considers more germane and artistic and which would 
have fitted and done justice to the creations of K4Alidasa.* 


——_ 


e See also the writer's other papers : Music in Ancient Indian 
Drama, Sanskrit Drama and Performance and On Producing Sanskrit Plays. 


THE HASYA CUDAMANI OF VATSARAJA* 
By 
V. S. Venkataraghayachariar, M. A., 
Professor of Sanskrit, Vivekananda College, Madras. 


At the last meeting of the Executive Committee of the 
Samskrita Ranga, when it was proposed that we should hold 
periodically meetings to make better known the less known plays 
in Sanskrit, I offered to read a paper on the farce Hasya Cida- 
mani by Vatsaraja, of which I had, long ago, published a Tamil 
translation. I am thankful to the Samskrita Ranga for giving me 
this opportunity to read a paper on this farce. 


Vatsaraja, the author, flourished in the end of the 12th and 
the beginning of the 13th centuries in Gujarat. He has written 
six rapakas or dramatic pieces which have been published in the 
Gaekwad Oriental Series under the title Ripakagatka. The Prahasana 
is one of the ten types of riipaka in which the chief sentiment is 
Hasya. The Prahasana has been derived by Abhinavagupta thus : 


Sema: waagifea: aH, or TEMA aAls seaay | 


That is, Prahasana is a work in which tdpasas and others are 
ridiculed by humorous speech etc. Kumarasvamin explains it in 
a different way : ! 


grasses Seaaqead | seadif seaaq | 


The characteristic of a Prahasana is humour. The present 
work is a fair example of a good Prahasana, in which the 
laughter is evoked by all the three or four elements given above. 


The following are the characters in the play: 


Kapatakeli: A public woman aged 35 or so, not retired 
altogether from the profession and still capable of pursuing 
the art. 


Madanasundari : Daughter of Kapatakeli. A teen-ager, just 
acquainted with love affairs; having a queer notion that she 
should have only one lover, no more; most beautiful as the name 


indicates. 


* A Paper read at a meeting of the Samskrita Ranga on 9th Noy, 1959. 


36 SAMSKRITA RANGA ANNUAL 


Kusumika : A servant-maid in the house of Kapatakeli. 


Mudgaraka: A servant of Kapatakeli. A follower of 
Buddhism. 


Kalakarandaka : The lover of Madanasundari; a spendthrift, a 
gambler, has immense faith on astrology, alchemy etc. 


Kokilaka and Paravata: Two servants of Kalakarandaka. 


Fianarasi: A Sannyasin, follower of the Bhigavata Siddhanta, 
knows astrology, medicine etc. Age—40 to 50. 


Kaundinya: A disciple of Jianarasi, aged 15 years or so. 


Places of Action. (1) A Town. (2) A Math of the ascetic Jiana- 
casi, (3) A garden. (4) Another garden called Makarandodyina. 


In the opening scene we find Kapatakeli just getting up from 
her bed. Seeing the sun risen high she says that the night had 
been passed by her in one uninterrupted sleep and she pays compli- 
ments to the wine she had taken inthe previous night. Just then 
her servant-maid bursts into the room and tells her that all the 
jewels Kapatakeli had collected from her youth onwards had been 
stolen. When the old woman questions her maid further the maid 
asks her to guess who the culprit could be, for the doors were not 
opened and the house was not broken. Kapatakeli remarks: 


qaqaal aa gieg: aitay sereweatet aaaeas aaqvarn vq 
eq afcata | ai fae! a fs! a ag at aes gealger ait yxq2 | 

‘Never have we heard of a Pativratd in our family.” 
Intending to expose her daughter through the help of an astro- 
ci Oe the mother decides to meet Jiianaras/i, an ascetic at the Math, 
who is reputed as a Kevali-jiananipuna and goes to him accom- 
panied by Mudgaraka, her servant, who shakes off his slumber 


only after hearing the magic word ‘wine’. Mud 
surprised that even Kapatakeliis robbed. He se garaka is 


aq aa at aad aaah am atte afeats qa: 1) a aa aft: 
Safa ara: yaa | aaa @ardiat Aaaia: | afer aaa: | aa a— 
aaat aad aaaalat gomfs aaeaq | 
Zaql Aeneas S4T AN: arayaea: |) 
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At the Math Jiiénaras'i is making his student Kaundinya 
get by heart two sglokas. He asks him to repeat them. The disciple 
repeats: 


area aaareanfr fray a ga: ga: | 
saan of fore wag attra: aan u 


The teacher is offended. ‘ Idiot! You have completely 
changed the sloka. Read the next”’ says he. The disciple recites : 


TARA TWostHiat THEA Paras | 
AMEASET AVS ASGHIGAS Ui 


The Teacher is highly offended. He scolds his student : ‘Oh ! 
silly fellow, you ridicule me that I have a squint and have white 
pupils.”” When the teacher attempts to punish him the pupil 
says to himself: 


ca @gy cara saeqa a werd aera: anhaaaad Prea 


«« These wretched teachers never tolerate intelligent disciples.”’ 
And when the pupil threatens the teacher that he would be 
leaving him, Jfanaragi cools down and himself repeats the 
slokas correctly. Not being able to pronounce the words correctly 
the pupil asks the teacher to teach him Keoalijnana: 


Sey, BT seat aaaeeqay | a acda Peat seas) aa 
atl areaaa, aa A saw aaifes earlaife waka | 


The teacher says that his whole family had been ruined by 
this astrology: his own father was killed by a thief for predicting 
wrongly in respect of his trial; his brother died of snake-bite 
when he dug for a treasure-trove; and he himself took to 
sannyasa as the king attempted to kill him for his false war- 
prediction. He therefore dissuades his pupil from the study 
of Kevali. The pupil persisting, the teacher gives the secret 
of the profession: ‘‘ An Astrologer should not say much and 
should not give a definite answer for any question ; when success 
attends he should repeatedly point it out and say that he had 
already predicted so.” 


Just then Kapatakeli and her servant Mudgaraka enter and 
the teacher fears that they have overheard him. 


The topic is opened by Kapatakeli herself. ‘Sir, please 
return all that is stolen from our house last night.” The disciple 
retorts, ‘‘Oh, What do you say? My teacher never left the Math 
last night,” 
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Kapatakeli pacifies him: “No, no. I mean only that he 
should find out the thief by his knowledge and bid him to return 
the stolen jewels.” After some hesitation Jianaras'i accepts her 
request and asks the disciple to bring the Kevali Pustaka. The 
disciple is very shrewd and observes that the Kevali Pustaka 
should be worshipped before making use of it and makes 
Kapatakeli part with her gold ring and gets the approbation of 


his master: agfa Fatteufraa seer: | 


Next we find that the teacher himself is utterly ignorant, not 
only of astrology but even of simple addition and when the old 
woman corrects him, he says that their calculations are different. 
He says: 

afe qqafe cfaqa: farenaiead eqdigiay | 
ri * * * 


vacmeaan’ * aqaitima 9a Bz: || 

«Tf the Saturn aspects the vyatipata in the 20th house and if 
he is in the Aigaraka lagna then it must be predicted that the 
property is lost for ever!’ It must be noted that there are only 
12 houses in the Rasi Cakra and there is no Angaraka lagna as 
such. He adds, ‘‘ Since there is no such combination there is 
every possibility of recovering the lost jewels!’ But the disciple 
is very clever and praises his teacher in the presence of others 
that he has got by heart all the verses of the Salihotra! That is, 
he is not able to see what is astrology and what is the science of 
horses ! 


Hel seas faeccag | asa afy afeetaara: eos Har: | 


Not being satisfied with this single method of detection, the 
teacher asks the pupil to get Upasruti, an accidental statement 
made by some passerby which is taken as an indication of 


future events. The pupil goes out and brings the Upasruti, Az 
a4 af, which makes the servant Mudgaraka angry. Then the 
teacher asks the servant himself to bring an Upasruli and this time 
the Upasrutt is: qaqfq ~! aaafa, which places both the teacher 
and the pupil in an awkward position. Still unbeaten, the 
teacher tries to make some calculations, this time both teacher 
and pupil displaying their knowledge of phonetics and arithmetic. 


aaufa:-—(feaataad geal) atiq: aq aac: | 
fareq:——4e 94: wafa aatig efe | 
aacfa:—aze tia ara: 7 

farq:—7 | 

aaa: vacate tia aaeg 2 
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farsq:—araa: feRag aca 


wacfa:—aaea aad! aa qatearfa: vafires aiffarie: | 
farsa: —afe afe, faa: | 


At this Kapatakeli interposes : 43 Hee wafea | fata aia: | 


atacifer:—(eamd) aa afragiaettiag | aaa am aaa caret | 
(sag) ag! seq CaeAlal wHaTaEReIa: | ATTaATT 
qae Vesaaalfa | 


Then the servant says Kapatakeli, Madanasundari, Mudga- 
raka and soon. The teacher imagines that because the name of 
Kapatakeli was mentioned first, perpaps she was associated with 
the theft and suggests that she was the thief. When they laugh 
at the prediction, the teacher says: 


az faPacette: | caaaty a dawnyygeean | sate wat wadt | 
afraaaa aradiat eataaeraadt | 


And then both the servant and the old lady return. 


The next scene is in a different garden where the teacher 
makes a certain japa for he has been asked by Kalakarandaka to 
make him lucky as he had lost everything in gambling. After 
making japa the teacher retires to the foot of a tree from where he 
commands a good view of Madanasundari who is taking rest 
in a madhavi-mandapa. 


The shrewd pupil notices the slight affectation in the teacher 
and makes some unpleasant remarks. The teacher becomes 
irate. But subsequently he is taken by the pupil to the ma@dhavi- 
mandapa after Madanasundari had left. Saying that theday was 
extemely hot, the teacher rolls on the vedi where the young lady 
had sat. Pretending that he had got fever all on a sudden the 
teacher writes a spellon a Bhirjapatra and asks the student to 
put over it a thick cover of sandal-paste so that when smeared on 
the body, it might reduce the fever. The pupil takes the 
Bharjapatra but finding that it was not a jvara-manira that was 
written on it but a vasikarana-mantra qeaqaratt A arilaag, the 
boy erases the name of Madanasundarj and writes the name of 
Kapatakeli on it and brings the talisman back as instructed. 
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Now begins the comedy. The teacher has got immense faith 
in his mantra and he wants to dismiss the boy immediately as he 
expects the arrival of Madanasundari. He sends the disciple 
away for collecting some flowers from a distant garden. But the 
boy, knowing the mind of his teacher only too well, climbs up 
an As'vattha tree nearby and remains there concealed in the 
branches. The spell begins its work and Kapatakeli comes and 
accosts the teacher: ‘‘ Dear Sir, all the stolen jewels have been 
returned. But my heart is stolen by you.’’ It was a surprise to 
Jiiinarasi for he thought that Kapatakeli came there only as 
a love messenger on behalf of Madansundari and he did not like 
the substitute for the original. He asks her, ‘“‘I hope your 
daughter Madanasundari is well.” Kapatakali tells a lie. ‘* Sir 
Madanasundari is not my daughter. She is my sister. In fact 


I am her younger sister.”- 7 @q a4 ag aa, afafra ag alt ae ga: 
aieaaatarisaed afaal gaeq mea asfaple aeqreatt aa 


She also suggests indirectly that she bad got a larger clientele 
which was an evidence of her attraction. And when Jiianarasi tells 
her that he had no inclination for wordly life and addresses 

as ‘amba,’ the woman pays compliment to his sense of humour 


“aaa, amfcerste | aianfa sftefad, araiafa sqexfa ve She adds; 
“ You are a Bhagavata. Visnu, the father of Manmatha, will be 
pleased if you have devotion to Manmatha also”’: 


aaa sea fad a: eecafrtang | 
aad saa ae squat aft: no 
aq gate aa fea: amaaiai fara: fsaqaacatleeias aar ca: | 


When this one-sided pranayakalaha turns itself into a real 
quarrel the woman makes a huge cry which brings on the scene 
both her servants Kokila and Parivata who wanted to punish the 
man who named them thieves. Jidnards’i falls at the feet of the 
old woman who, in turn, suggests that he should remain pretend- 
ing Dhyana. But the servants decide to suspend him from the 
branch of the Asvattha tree where the disciple was hiding. The 
pupil jumps down and introduces himself as the gardener and 
accuses the teacher as the thief who steals all the flowers from his 
garden. But the servants are too clever to pay heed to the words 
of the disciple and they bind them together. Just then Jiianaradi 
takes leave of all the treasure-troves, saying that the they should 
remain in their own hidden places and the whole world should 
remain ever poor due to the death of Jiianarisi. The magic 
word treasure-trove induces the servants to loosen their grip over 
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Jiianarisi and to request him to help them to discover the 
treasures, Jianaraisi asks the disciple to bring /angalirasa saying : 


wa sinslaa aaesonfatern: | 
frat at Frater ar dit: aafares fe 


Kokila asks : ‘‘Sir, is ‘“‘nidhana”’ better ?’”’ Evidently he under- 
stands fqaq as akin to faq, not knowing its exact meaning to 


be “death’’. Jianarasi replies: aiaiglaafa 44g:aaat frad 
fyatata: Ba: | 


“Though not guru Nidhana is better because it puts an end to 
all miseries.’ Being asked, the pupil brings by mistake some 
poisonous substance, not langalirasa. Jidnaris’i appliesit to the 
eyes of all, including Kapatakeli, and aks them if they see 
Nidhana. 


Meanwhile the poison starts its work and all of them cry in 
agony saying that there was an unbearable irritation in their eyes. 
The servants somehow get hold of the teacher and the pupil 
and rub their eyes against theirs and thus transmit to them 
a portion of the poison. The teacher now realises the mistake 
committed by the pupil and tells them that they should wash 
their eyes immediately. And all of them somehow move towards 
a tank in the other garden when they recognise by their voice the 
presence of Kalakarandaka and Madanasundari. With the help 
of another servant they wash their eyes and are free from the 
temporary trouble they suffered. Kalakarandaka introduces 
jJiianaras'i as a Jagadguru and Bhagavan and expresses his gratitude 
to him for all the success he attained in the recent gambling. 
hive two servants apologise to Jiiinarfs/i and prostrate at his 

act. 


At the end of the Prahasana we find the usual Bharatavakya 
wishing benign rule and prosperity to the world. The play is 
written in simple Sanskirt and the humour is quite dignified ; with 
one or two sentences omitted this can be put on boards without any 
difficulty. But my view is that we should write new Prahasanas 
and other types of ripakas representing the present-day life and 
humour instead of going to old plays. 


SANSKRIT DRAMA IN RUSSIA“ 
By 
Dr. V. Raghavan 


It is significant to note that the first Sanskrit works to be 
rendered into English were the Gita and the Sakuntala, and in 
spreading a knowledge of Sanskrit and Indian thought and 
culture abroad, the Sanskrit drama had played its own part, 
alongside of Indian philosophy. The renderings into European 
languages of Sanskrit drama, poetry and story had served to 
popularise Indian literature among the larger circle of litterteurs 
in the West, for, outside the cloisters of the academic Orientalists, 

ts, playwrights and novelists had continuously been interested 
n Indian literature. Abercrombie points out the pobability of 
Keats having read Jones’ translation of the Sakuntala; the 
imitation of the prologue of this play by Goethe in his Faust is well- 
known. It will be interesting to trace in a connected manner 
the literary interest in and influence of ancient Indian classics in 
the West in fields of pure poetry, drama and fiction. 


Russia holds a leading place in the West in the persuit of 
Oriental studies, and Leningrad (formerly St. Petersburg) is among 
the oldest seats of Sanskrit studies in Europe. The first. Russian 
Sanskritist was Robert Lenz who was officially sent to Germany 
to study Sanskrit under Bopp. While yet there, Lenz published 
at Berlin in 1833 the first critical edition of the Vikramorvasiya of 
Kalidasa (Uroasia Fabula Calidasi) with a Latin translation. 
Based on the 1830 Calcutta edition of the play, Lenz’s publication 
included elaborate notes and extracts from commentaries including 
Ranganatha’s, especially the portion relating to the old musical 
score of Act IV of the play. I was lucky enough to secure during 
my visit to Leningrad a copy of this edition as reproduced a little 
later (in 1846) at St. Petersburg. In the next year Lenz brought 
out from Berlin his critical apparatus to the above edition 
(Apparatus Criticus ad Urvasiani). 


In 1846, C. Kossowicz, Sanskrit Professor, St. Petersburg, 
published in the periodical called The Contemporary his Russian 
translation of three Acts of the play Prabodhacandrodaya of 
Krsnamisra, and in 1847, the translation of the whole play came 
out in the Moscow Symposium. Kassowicz was evidently drawn to 
Sanskrit drama very much, for we find that in 1849, he published 
in the Moscovite a Russian translation of the Mrcchakatika. 


Kassowicz was succeeded as Sanskrit Professor by Minayev, 
better known in India through his three visits to this country: 
One of Minayev’s pupils, Alexy Putyata, brought out a Russian 
translation of the Sdkuntala in 1879. 
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Oldenberg, the distinguished Russian Orientalist who organi- 
sed Indian studies in Russia, founded the Bibliotheca Buddhica and 
explored Central Asian antiquities, was a keen student of belles 
lettres. Because one was engaged on some erudite studies, one 
should not be supposed to be not interested or versed in poetry 
and drama. Oldenberg’s successor Stcherbatsky who became an 
authority on Buddhistic logic started as an dlankarika, wrote on 
theories of Indian poetry and translated the Dasakumiracarita. 
Oldenberg collaborated with the Russian poet Constantine 
Balmont and assisted him to translate Kalidasa into Russian ; his 
Kalidasa Drami, Moscow, 1916, gave renderings of all the three 
plays of Kalidasa, as well as of the Meghadiita, and to this volume, 
pan raberg himself contributed an introduction on Kalidasa and 

is work, 


In the more recent times, there has naturally been greater 
interest in pure literature as contrasted with the older interest in 
philosophy, logic, Buddhism etc. Recently K@liddsa Day was 
celebrated in Moscow and popular monographs on the poet were 
written on the occasion, The Russian stage turned to Indian 
plays and themes and one of the most successful of their recent 
attempts is the Russian adaptation of Siidraka’s Mrcechakatika 
under the title White Lotus. I had the pleasure of witnessing its per- 
formance in Moscow in the Pushkin Theatre where it was running 
to full house for some weeks continuously. They had of course 
abridged the original but in respect of giving the Indian atmos- 
phere, had put forth some admirable effort. The sets were 
simple but were copied from Sanchi and Ajanta, and the costume, 
ornaments, coiffure etc. were all authentically Indian. 
Vasantasena and Vidiisaka, the latter played by a reputed screen 
and stage actor, were very successful presentations. Academician 
Baranikov had helped in the preparation of the stage-version and 
besides an old German version entitled Vasantasena, Ryder’s 
translation was also utilised. 


A drama based on an Indian theme which was, at the time 
of my visit, said to be ready to goon many theatres in Russia 
was the Daughter of Ganga. Nala and Damayanti was a favourite 
theme with them and recently an illustrated edition also of this 
had been issued. This theme had been recently taken up on the 
basis of the century-old Russian translation of the Mahabharata by 
the Russian poet Zhukovsky. The choreography for this was 
composed by Ballet Master Mikhail Berkut and the music by 
Mikhail Osokin. When I was there one of the artistes Balasanyan 
was working on an opera on the Sakuntala and at our discussions 
I met also the musician who was to compose its music, and was 
contempiating to visit this country for the same purpose. 


THE FIRST ANNUAL DAY CELEBRATIONS 
OF THE SAMSKRITA RANGA 


29th November, 1959. 


The First Annual Day Celebrations of the Samskrita Ranga, 
Madras, were held on the 29th November, 1959, at the theatre in 
the Y.M.I.A., Mylapore, under the presidency of Dr. C. P. Rama- 
swami Aiyar. The Annual General Body meeting of the Ranga 
was also held earlier on the same day, when with the President 
Dr. V. Raghavan, in the chair, the Annual Report and Audited 
Statement of Accounts of the Ranga were presented and adopted. 


At the public meeting which followed and at which 
Dr. Ramaswami Aiyer presided, Dr. V. Raghavan welcomed the 
chief guest and other Sanskrit scholars and friends who had respon- 
ded to their invitation. The meeting opened with prayer by Kumari 
Vedavalli after which Dr. V. Raghavan made a brief reference to 
the founding of the Ranga, its aims and objects and its achieve- 
ments during the year. Emphasising that the activities of the 
Ranga in producing Sanskrit plays had created enthusiasm among 
the young students of Sanskrit, he said that their work was not 
only for the rejuvenation of the Sanskrit Stage but would 
eventually prove also an effective means of promoting knowledge 
of Sanskrit and popularising its study. 


Prof. A. Shanmukha Mudaliar, Professor of Sanskrit, Pachai- 
yappa’s College, Madras, one of the Vice-Presidents of the Ranga, 
then presented the detailed Report of the Ranga for the year 
1958-5, which is printed elsewhere in the present volume. 


A resolution of condolence was adopted touching the pre- 
mature demise by Prof. M. K. Shanmukham, who was Chairman 


of the College Dramatic Activity Co-ordinating Council of the 
Madras Theatre Centre. 


Then the members of the Ranga put on the boards the 
Snusha Vijaya, an one-act social play, depicting the domestic 
theme of the quarrel between the mother-in-law and the daughter- 
in-law and the eventual triumph of the latter. The play was 
written by Sundararaja Kavi (1841-1904 A.D.) who flourished in 
the Travancore and Ettayapuram Courts and was edited by 

. V. Raghavan in the Annals of Oriental Research, University of 
Madras, Vol. VII. Pt. i, 1942-43, This was the first time that 
the play was enacted and it was produced for the Ranga by 
Dr. V. Raghavan assisted by SriC.S. Sundaram. The hall was 
full and the production of a rare social play in Sanskrit of modern 
times, such as the Snusha Vijayam was, was greatly appreciated 


24 bags audience which included some foreign students of Sanskrit 


A scene from the Snusa@ Vijaya enacted at the Ranga’s 
first Annual Day 
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Dr. C. P. Ramaswami Aiyer speaking at the 
Annual Day of the Ranga 
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The following took part in the play : 
Sitradhara (Producer): Dr. V. Raghavan. 


Pariparsvaka (Asst. Producer): C., S. Sundaram, Skt, 
Dept., Madras University. 


Durasa (Mother-in-law): Kumari S. S. Janaki, Sanskrit 
Lecturer, S. I. E. T. Women’s College. 


Susila (Father-in-law): S. Rajagopala Sarma, Skt. 
Teacher, Ramakrishna Mission Students High School. 


Caruoritta (Lady of the neighbouring house): Kumari 
C. L. Vasanta, Student, Queen Mary’s College. 


Suguna (Son): G. Balasubrahmanyam, Student, Madras 
Sanskrit College. 


Saccaritra (Daughter-in-law): Kumari T. P. Vijaya- 
lakshmi, Student, S. I. E. T. W. College. 


Durlalita (Daughter): Kumari Sabita Rani, Student, 
Queen Mary’s College. ; 


Music ((nvocatory and benedictory verses at beginning 
and end) : Vidwan B. Krishnamoorthy. 


Dr. Ramaswami Iyer, in complimenting the Ranga and the 
participants in the play, said in his speech : 


“Dr. V. Raghavan, talented actors and actresses and my 
good friends ! 


‘‘ When I was last speaking at a performance organised by 
Dr. Raghavan, I made an incautious observation. I stated that 
there had not been sufficient activity in producing one-act plays 
or short plays. I am glad to be able to be present on this occa- 
sion, It is a very remarkable thing that in the Sanskrit language 
there have been social dramas, one-act plays and short plays long 
before similar dramas were invented in Europe. To Travancore 
and to Sri Ganapati Sastri we owe a deep debt of gratitude for 
the discovery of the plays of Bhasa and other short plays. But 
subsequently I have come across a large number of small one-act 
and short plays composed both in the North and South India, 
particularly in Malabar. Today we have, produced before us, 
another one-act production from Kerala. The civilization of 
Kerala was a remarkable one. The remarkable feature of the 
Nambidiri civilization of Kerala was the Nambidiri’s great love 
for literature and his gift for sarcasam and humour. Iam glad 
that the social play which is produced this evening comes from 
Kerala. ‘ 


‘« The present play is an one-act play, whose theme is perhaps 
becoming obsolete, owing to the collapse of the joint-family 
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system ; though it cannot be said that the persecuting, intolerant 
type of mother-in-law and such other features have completely 
disappeared, there is, I think, at this time no daughter-in-law who 
could be so obedient and docile. As a production of sarcastic 
genius, the play is of high order and the language is worthy of 
praise. I am very glad, Dr. Raghavan, that you have been sea 
so much to popularise the Sanskrit language and literature, 
am glad for having been present at this performance and convey 
my congratulations to everybody who has acted in the play. 
But if I may say so, not outof chivalry, I think the women excelled 
the men.” ; 


Referring to the character of the father in the play and 
addressing the actor who played it, Dr. Ramaswami Aiyar quoted 
the text of the play and said, ‘‘ Though you have mastered the 
vedas and the six systems of philosophy, your wife is not under 
your control,” and added that they could not say that such was 
not the case with several other husbands. 


Concluding, Dr. Ramaswami Aiyar said: ‘“‘I am glad to have 
been here and to associate myself with these efforts and to con- 
gratulate Dr. Raghavan on the great and devoted efforts he is 
making in different directions, literary, histrionic, philosophical, 
for the promotion of Sanskrit. God bless you.” 


Dr. V. Raghavan introduced the actors and actresses to 
Dr. Ramaswami Aiyar and then thanked the President and other 
guests for responding to their invitation and attending their 
Annual Celebrations. He specially mentioned the parents of the 
men and women students who took part in the productions of 
the Ranga and the authorities and staff members of the Samskrit 
Depts. of the different City Colleges for their co-operation. 
Sri T. V. Viswanatha Aiyar, Advocate, announced a donation 
of Rs. 100/- on the occasion. 
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SANSKRIT DRAMA IN ITALIAN 
By 


K. V. Sarma 
Dept. of Sanskrit, University of Madras, 


As our Samskrita Ranga Annual is being printed, we have 
received an excellently got up volume of Sanskrit plays rendered 
into Italian, just published (Sept. 1959) in Rome. Collected 
together and edited by Mario Vallauri, the veteran Professor 
Emeritus of Sanskrit of the University of Turin, this volume, 
Teatro Italiano,’ comprises translations of five Sanskrit dramas, 
Svapnavasavadatia (Tr. by SRA TLOI Mrcchakatika (Tr. by 
M. Kerbaker), Malatimadhava (Tr. by F. Cimmino), Mudrariksasa 
(Tr. by A. Marazzi) and Bhagavadajjuka (Tr. by Belloni-F ilippi). 


Sanskrit drama as a branch of study appears to have been 
popular among Italian Orientalists. *? As in some of the European 
languages, it was Kalidasa’s Sikuntala that ushered Sanskrit 
drama into Italy through its translation by L. Doria (Darmstedt, 
1815). All the dramas of K@&lidadsa were later rendered into 
Italian in one volume by Antonio Marazzi (Teatro Calidasa, 
Milan, 1874), and some of these plays have several translations. 
Special mention among these may be made of the stage-versions 
of the Sakuntala prepared by Giulio Pacuvio (Turin, 1946), and 
by E. Robecci Brizio (Turin, 1931), but more important than 
either of these, from the point of the stage, is the opera La 
Leggenda di Sakuntala, composed in the form of a libretto, by 
Franco Alfano who effected some changes and made several 
innovations in the play to suit the modern stage and increase its 
theatrical effect, This opera, performed for the first time in 
Bologne in 1921, proved very successful and kept the field for 
several years to come in the other cities of Italy. ° 


Of Bhiasa’s plays we had a long study by L. Suali (GSAJ 25 
(1912) 85-116) soon after the discovery of the dramas in 1909. 
Several of the Bhisa plays are available in Italian translation: 
Svapna and Carudatta by Belloni-Filippi, Abhiseka and Avimaraka by 
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1. Pub. Nuova Accademia, Milan, pp. 534. 


2, For an account of Italian contribution to Indology, see 
V. Raghavan, Sansbrit and Allied Indological Studies in Europe, 
Madras, 1956, section on Italy, pp. 55-59. 


8. For astudy on ‘ The Fortunes of Kaélid&sa in Italy,’ see Carlo 
Della Casa, East and West, Rome VI (1955-56) 160-62, 
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E. Beccarini and ‘Madhyama by P. E, Pavolini, besides studies on 
Pratima etc. by M. Vallauri. M. Kerbaker, one of the leading 
Orientalists of Italy, prepared a popular version of Sudraka’s Mre- 
chakatika and a translation of the Sakuntala. Francisco Cimmino, 
who seems to have specialised in Sanskrit drama, rendered several 
Sanskrit plays into Italian: Vikramorvesiya (Turin, 1890), 
Malavikagnimiira (Naples, 1897), Ratndavali (Naples, 1894), 
Priyadarsika (partly) (Pub. Accademia Portaniana, Dec. 8, 1901) 
Naginanda (Sandron, 1903) and Malatimadhava (Milan, 1915), 
besides producing studies on Candakausika (1905) and BE geese 
(1902); the last play had been rendered into Italian by G. Strehly 
(Parigi, 1888). The political drama of Visakhadatta, Mudri- 
raksasa, was translated by A. Marazzi and was issued together, in 
one volume, with his translation of the farce Dhurtasamagama of 
Jyotiris'vara (Milan, 1874). Besides papers on Pratima, already 
referred to, and Saktibhadra’s AScaryacidamani, Vallauri 
translated Satyahariscandra of Ramacandra (Firenze, 1913), 
Fivananda of Anandaraya Makhin (Lanciano, 1929) and Damaruka 
of Ghanasyama (Firenze, 1931). G. Tucci, the best known 
Indianist of Italy today, has produced an Italian version of the 
Prakrt Sattaka of Rajasekhara, Karpiramanjart. The theory and 
practice of Indian drama have been studied by Cimmino, Suali, 
Pizzagalli and La Terza. 


To the collection Teatro Jndiano under review, Prof. 
Vallauri has added an introduction under the title the ‘ Panorama 
of the Indian theatre’, giving an account of the characteristic 
features of the Sanskrit drama and its production, and a short 
history of its literature. To each translation in this volume is pre- 
fixed an introductory note, indicating its place in Sanskrit dramatic 
literature and giving a resume of its plot. Vallauri has also 
added explanatory footnotes wherever required. With regard to 
Mrechakatika and Malatimadhava, the slokas in the original have 
been rendered into Italian verse. 


It may be interesting to note in this connection that an 
encyclopaedia on World Theatre is being prepared in Italian 
under the title Enciclopedia dello Spettacolo and it will include a 


section on Indian drama and dramatui_y, ancient and modern, 
by Dr. V. Raghavan. t 


